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Even as they occupy themselves with histories of everyday life, however, Irish Romantic novels remain self-consciously absorbed with the complex historical and material processes whereby Irish life is realized within Anglophone print culture.
In their concern with the materiality of historical detail and in their fidelity to their source material, these novels are closely linked with the emerging ambitions of historicist scholarship. They share with the evolving historical sciences a specific interest in the evidentiary foundations of the past and occupy, as Joep Leerssen remarks of the texts of Irish Romanticism more generally, 'an ambiguous position' between history and literature. 2 In this, as in much else, novels share common ground with late eighteenth and early nineteenth-century antiquarianism. Novels and antiquarian collections both imagine an overflowing cultural bounty that is stored within manuscript and print media, and concern themselves with questions of collection, copying, collation, and transmission. Clare O'Halloran argues that, from the 1790s through to the 1830s, Irish novels absorb the energies of antiquarian modes of history. 3 Her account of the emergence of new conceptions of Irish popular culture within Irish Romantic fiction demonstrates a key linkage between the creative work of imaginative writers and the collecting impulses of scholars and antiquarians. In terms of the material history of collection, the early years of the nineteenth century witnessed the beginning of 'the great push towards gathering in the manuscript refugees of Gaelic culture and civilisation', led by the Royal Irish Academy and animated by concerns about the fading away of the tradition of Irish manuscript production. 4 Anglophone fiction expresses a similar urge to record a living culture that is thought to be passing: the very sense of passing and prospective loss gives Irish Romantic novels a plangently historical dimension, even when their topic is the quotidian or everyday life. In both cases, the diagnosis of loss propels significant cultural energies, and the relationship between cultural loss and ingenious acts of retrieval and energetic revivalism constitutes a central dynamic of Irish Romanticism.
This essay considers Irish Romantic fiction in terms what Leerssen describes
as 'questions of cultural transmission, tradition and translation, processes of appropriation and adaption'. 5 If history itself might be thought of as 'fundamentally a literature of mediation', 6 then the study of Irish Romantic books affords a richly rewarding perspective on the processes by which the past is remade via acts of I assure you that you have a power of writing, a fancy, an imagination, and a degree of enthusiasm which will enable you to produce an immortal work, if you will labour it sufficiently. Write only one side of your paper and retain a broad margin. Your power of improving your first draught will thus be greatly increased; and a second copy, made in the same way, with the same power of correcting, will enable you to make a third copy, which will be another monument of Irish genius. 7 What is remarkable within the text of The Wild Irish Girl is the extent to which the labour of writing can be seen to shape the texture of Owenson's prose. Rather than fabricating footnotes and inventing sources, as an earlier generation of critics assumed, more recent editorial work on Owenson's novel shows how many of her notes and discursive passages are copied directly from seventeenth and eighteenthcentury books about Ireland. 8 It is worth pausing here on the special role of footnotes in the Irish Romantic novel. Novels which themselves were for a long time considered 'as imitative footnotes to a broadly English culture' 9 made a special art of the use of paratextual material, often gathering quantities of extra material which explain aspects of history, landscape, song, and story at the end of a printed page of narrative prose, usually presented in smaller print. Such notes are frequently analysed as 'devices of alienation', serving to remind readers of their distance from a world in which the main thrust of the fiction makes them comfortable and welcome. 10 Yet footnotes might instead be seen to offer a mediated form of intimacy, bringing readers into proximity with a palpable community of knowledge, derived from an array of sources and preserved in print.
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The novelists discussed in this essay, Maria Edgeworth and John and Michael
Banim, are explicitly concerned with the extent to which their novels sought to copy from Irish culture, and worry also about the slightness of the novel form in relation to the copiousness of that culture. Their interest in the culture of the copy extends to technically ingenious attempts to add texture and tactility to the depiction of the Irish past: these link to the work of the Irish antiquarian and lithographer, Thomas Crofton
Croker, addressed in the essay's final section. Part of my project here is to mobilize the bookish concept of the copy in order to focus our attention on the novels of Irish
Romanticism as books: as medial experiments, alongside others, in finding ways of giving graphic form to the sights, sounds, and sensations of nineteenth-century Ireland. In this way, Irish Romantic novels can be thought of as mediated histories of everyday life in a way that more conventional historical texts cannot.
Irish Romanticism and book history
Catherine Gallagher credits the novels of Walter Scott as having 'set a representational pattern through which the wholeness of a culture was associated with the boundedness of the book describing it'. 12 Irish novels, too, might be thought of as limiting and restricting the culture they seek to represent by assuming an implicitly
historical perspective on what is a living culture. Luke Gibbons has influentially imagined Irish Romanticism as issuing in compelling writing of defeat: 'on a collision course with Britishness and the ideology of empire', as he puts it. 13 For
Gibbons and other critics writing in a postcolonial mode, this Celtic culture of valiant defeat is always on the verge of escaping its own mediation in print. This has led to a curious and oft-repeated account of these novels as failed fictions: novels that are 'of interest precisely because of their failure as novels', as Derek Hand puts it. 14 The novels of Irish Romanticism were almost all published in the period in which we can begin to talk about publishing proper: the first quarter of the nineteenth century, Adrian Johns argues, is when we see the usage of 'the term, "publishing", … to denote a discrete and stable commercial practice'. (Johns points out that the earliest usage given by the OED is attributed to Scott, 'a provenance that is almost too appropriate'.) 21 The idea of the copy, as we understand it today, itself also emerges from this moment: the late eighteenth and early nineteenth-century idea of the copy was in part produced by the dramatic expansion in printed books in Europe and North America. A literary work does not exist merely as a single book but rather as something that acquires identity via its existence as part of a bibliographic network.
The matter is not straightforward, however. William St Clair, for example, instructs us not to speak of copies proper until stereotyping, because moveable type and the hand press basically meant more texts rather than more copies of existing texts (for practical reasons, 'forms could rarely left standing from impression to impression').
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Books were still more borrowed than read during the early decades of the nineteenth century, which meant that publishers paid well for copyright while fostering 'a cult of exclusivity'. 23 Changes in technology (the steam-driven rotary press, the development of stereotype plates, and mechanized paper production) finally began to make a difference and contributed to the increasing willingness of publishers in the 1830s to produce collected and serial editions of fiction. 24 On the other hand, the idea of the copy is operating powerfully in cultural terms in the Romantic period. As Piper puts it, a number of writers and artists begin to think seriously about 'the imaginative possibility that something stayed the same'. 25 The debates here are generative and allow us to track one of the most compelling paradoxes of the Romantic book: that the book is what makes 'ideas more stable, repeatable, sequential, national, and … individual'; while at the same time, the real world of books defies boundedness and regularity by being many, secondary, and imperfect, always receding against 'the elaborate bibliographical horizon in which novels proliferated and circulated'. 26 Piper is very good on this paradoxical relationship between the ideal of books as uniform, bounded, and countable, and the reality of books as frangible, numerous things whose very proliferation threatens to overwhelm their readers. From this paradox flow others, with the division between original and copy always under threat.
Compliments, copies, and Maria Edgeworth
This section of the essay addresses, via the case of Maria Edgeworth, the difficulties of getting copies of books; the problems of being copied and of making good copies;
and the relationship between modest and more highly charged kinds of copying in the says 'for that reason we cannot bear them, we cannot bear than an author of such high powers, of such original genius, should for a moment stoop to imitation'. 30 A distinction begins to emerge, which I will develop in this essay, between good and bad kinds of imitation: the humble and authentic copying from the life that marks the overall tenor of Scott's novel and the Romantic-era novel more generally, and the problematic imitation of another author, one whose writing is, moreover, associated with highly charged fictional effects.
This distinction is by no means an absolute one, but rather expresses a set of observations that emerge in culturally specific ways from the print culture of Irish Romanticism. To temper the criticism, Edgeworth goes on to remark that her account will have been marked by the broken rhythms of her reading, and the difficulty of obtaining copies of Waverley at her home in Edgeworthstown, in the Irish midlands.
Hers is a reading, she insists, marked by the very particular circumstances of the book trade between Britain and Ireland, and between Dublin and the countryside:
I tell you without order the great and little strokes of humour and pathos just as I recollect, or am reminded of them at this moment by my companions. The fact is that we have had the volumes -only during the time we could read them, and as fast as we could read -lent to us as a great favour by one who was happy enough to have secured a copy before the first and second editions were sold in Dublin. When we applied, not a copy could be had; we expect one in the course of next week, but we resolved to write to the author without waiting for a second perusal. Judging by our own feeling as authors, we guess that he would rather now our genuine first thoughts, than wait for cool second thoughts, or have a regular eulogium or criticism put in the most lucid manner, and given in the finest sentences that ever were rounded. 31 Edgeworth's comments thus draw our attention to material issues: here we see an
Irish writer at a distance from the London market on which her own books depend, making her address to a clever Scottish lawyer located in a city with a vibrant cultural market. These differences are constitutive of the differences between Irish and Scottish culture in the Romantic period. Ian Duncan argues that in Scotland 'culture supplied the terms of a Scottish national identity that flourished within the cosmopolitan or imperial framework of civil society'. 32 Ireland, by contrast, wracked by rebellion, famine, and unrest, and still suffering religious intolerance until 1829, is ill equipped to provide the kind of progressive, commercial, and entrepreneurial context required for literature-as it was coming to be understood-to flourish. Thanks to the printing press -the mail coach and the steam packet beyond the gifts of fairies we can all see and hear what each other are doing and do and read the same things nearly at the same time.
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To aid in the process, she sent home to Edgeworthsown a drawing of the ground plan of the reading arrangements in their London drawing room.
Despite these many interesting ambiguities and tensions, some basic facts about patterns of Irish reading and reception may be gleaned from Edgeworth's correspondence. Edgeworth regularly attests to the problem of getting copies of recent London publications in her correspondence: to her friend Lady Romilly she remarks, 'Oh the heart is sick with hoping and hoping before books reach Ireland -'. 36 While
Scott's control of the publication of his novels was to become a key to his success, Even though she is she is teaching him to write at the same time, Lady Davenant fails to realize that he can, as the ever observant Helen puts it, 'speak, read, and write English'. 47 The novel's treatment of the relationship between literacy and comprehension is complex. It is potentially related to elite fears about the spread of a kind of uninformed literacy or monstrous education. It may also bear on the bilingual world of nineteenth-century Ireland: a world in which it was possible to disassociate, at least imaginatively, writing from reading. This link between copying, cultural difference, and monstrosity has been very well discussed by Aileen Douglas, who argues for the novel's Gothic resonances and compares Carlos's 'activities in his illicit copy-shop'
to Mary Shelley's Frankenstein (1818). Fleeing for fear of capture, he leaves behind only 'remains': 'the writing "scarcely yet dry"', argues Douglas, 'recalls a corpse, scarcely yet cold'. 48 The suggestive linkage between 'reanimating bits of dead bodies'
and 'copying bits of paper' in the novel tie it directly into a particular kind of Gothic, one marked by a concern with doubling, as forms of duplication both material and
cultural.
Yet more compelling evidence for interest in the culture of the copy can be Banim's narrator possesses not only the 'rare and mystical attribute' of an ability to suspend life but has also learned while at school to retain a degree of consciousness during the process. 51 He has learned, following much practice, to project himself forward into time for increasingly long periods in doubled shape. Hunger is the chief enemy of these journeys on the astral plane but some further researches lead Banim 
Antiquarianism and lithographic illustration
The Banims' interest in how the lived past could be captured in print extends into the area of visual representation. In his introduction to a novel called The Bit o' Writin (1838), Michael Banim complains that he and his brother had wished to include in the finished novel a copy of a text-a bit of writing-on which an aspect of the plot turns. This is the "Memorandle O'Sarvice", assumed to have been written by Murty
Meehan, a character who has the role of 'public' or community writer, at the dictation of a retired naval officer, "the Ould Admiral". Murty, whom the Banims tell us is based on a real person, had given the authors an original memorandum, with the intention of having it inserted as it came to my hands. The printers were, however, provided with no font of type from which a fac-simile could be produced, so that my copy of the original went for nothing. 61 The novel's frame narrative thus expresses a desire for additional tactility via the textual production of 'a fac-simile' but regrets the technical difficulties that prevented the transmission of the original, culturally specific, text. Such possibilities were, however, beginning to open up within early nineteenth-century print culture, greatly helped by the illustrative techniques of lithography.
Invented in 1790s, lithography is method of relief printing which works on the fact that water and grease repel each other: a printing surface marked with grease and then dampened with water settles only on the unmarked parts of the surface. The printing surface was usually stone (lithography was sometimes called 'stone drawing'). The process is, as its leading historian Michael Twyman puts it, 'encapsulated in the expression "like water off a duck's back"'. 62 Lithography was slow to make its mark and its impact on the British printing trade was minimal until between collection, editing, improvement, imitation…and-at the extreme endforgery, was elusive in practice'. 77 Beneath these plural and competing antiquarian activities lies the older meaning of copia as abundance. As Boon points out, 'the word "copy" comes to us from the Latin word "copia" meaning "abundance, plenty, multitude"'. 78 Its etymology returns us, he argues, to a paradox relating to 'the deployment of abundance'. As he puts it, copia directs us to 'both to the overflowing bounty of the harvest and to its storage for use'. 79 The movement from an abundant folk culture to its 'storage' within print culture is one made repeatedly within the print His is a special case of a situation we encounter within Irish Romanticism more generally: a book aimed at more fully representing national life, which understands and interrogates its own location within and between cultures and media, and is deeply and often self-consciously intertwined with forms of copying. O'Donovan is remembered for his insistence on the respectful treatment of source material and his frustration at instances of incorrect or error-ridden copying. In a letter to George Petrie he says 'I am also fully convinced that unless we quote original and authentic manuscripts for the proof of Irish history, our arguments are baseless, and we leave the history of Ireland the same muddy thing which it has always been justly styled.' 82 This drive to authenticity passes through multiple acts of copying and emerges as a kind of creative interest in copying as practice. Marcus
Conclusion
Boon argues that calls for 'a better understanding of practices of copying are continually being negotiated and refined by marginal communities todaydefensively, in response to a global political and economic system that exploits them, but also autonomously, joyfully, as ends in themselves'. 83 The emergence of copying as an end in itself serves as a good description of writers such as Mangan and William
Maginn in the 1830s and 40s. Mangan in particular is noted for his plagiarisms, pastiches, translations, and aesthetically charged practices of copying. More generally, the Irish literary culture that emerges in the 1830s seems to dilute emerging distinctions between creativity and criticism, and to defy the 'ideology of professionalism for literary production' that Ian Duncan associates with the Scottish Whig celebration of the civilizing power of a rationally regulated literary culture. 84 Rather than seeing 'the agenda of Irish romanticism' as having 'come to an end', with its creative energies hampered by improvement and broken by violence, 85 I would argue that the culture of the copy continues to generate versions of itself.
Twentieth and twenty-first century culture yields ample evidence of how richly generative these paradoxes can be. James Joyce depicted an angry and frustrated copy 
